typically affects the settler subject and goes hand in glove with a felt invisibility in the eyes of (European) Others, it was originally identified by the critic A. A. Phillips and famously defined as "the cultural cringe," that is, the "assumption that the domestic cultural product will [always] be worse than the imported article" (Phillips 112) . In The Voyage, Australia is accordingly depicted as a "bare continent" (143), that is, "an unknown desolate country" (120) that is both huge and blank: as the narrator states, Austria and Australia may be "close in product-name but [they are] entirely different, Australia being far beyond the horizon, an invisible country of no consequence" (107). However, it may not be as "unencumbered by tradition" (8) as the narrator feigns to believe at the beginning of the novel. Like the rest of the New World, which has "a history of throwing up new methods, the fresh solutions" (8) , it may well have the power to produce new cultural forms and objects, which nevertheless take tradition and historical legacies into consideration.
The Voyage is akin to Bail's previous novels insofar as it encapsulates an allegorical dimension. In several respects, Frank Delage can indeed be deemed representative of his homeland. Like Holden Shadbolt (the protagonist in Holden's Performance, Bail's second novel, published in 1987), for example, Delage is characterized by an inner blankness that can be seen to mirror Australia's supposed barrenness. Arguably, his notebooks, which indicate that he perceives himself as shapeless and insubstantial, illustrate his vague sense of self. Early on, we learn that he "carried around a notebook for jotting down things he had read or heard, the way some people pick up cigarette butts, they could end up being useful, one day, not only maxims, although most of them were, unusual phrases, descriptions too, he liked the sound of single words" (10); we also find out that "he had filled many notebooks," leading the narrator to the following conclusion: "such a need to retain the thoughts of others suggested Frank Delage was undecided about himself, that he was composed of little more than the thoughts and opinions of others" (11). Like Holden, Delage is also endowed with a mechanical mind (shown, for instance, by his fascination with engines and "mechanical surroundings" of all kinds; 12), which can, similarly, be viewed as reflective of Australian culture and society (often defined as mechanically minded and, therefore, too masculine).
However, unlike Holden, whose endless movement forward allowed for no form of progress or change, Delage's mechanical mentality enables him to gain "mastery" (24) in a specific area of expertise, namely, the piano: "on [this] one subject he had clear and confident thoughts, . . . and whenever he talked about it he never borrowed the words of more articulate, stronger people" (11). Furthermore, Delage differs as well from one of Bail's more recent characters, namely, the pioneering Australian philosopher in The Pages (the author's fourth novel, which immediately precedes The Voyage). For most of his life, Wesley Antill indeed keeps discarding all forms of knowledge and experience (notably European) in the hope of making a clean start and gaining an impossible sense of clarity. Like old Wesley, who finally understands that he needs to capitalize on previously gathered experience to make progress, Delage knows that it is rarely possible (or even desirable) to start from scratch. Instead of attempting to create an entirely new instrument, he thus chooses to reinvent (and remanufacture) the ultimate emblem of European culture and tradition, the "inner workings of . . . [which have remained] unaltered (as if it was the best we could do) over centuries" (24). More than an engineer, a profession for which "he had no training or diploma" (17), or a musician, 2 Delage is, above all, "an inventor" (17, 28): if his piano, the Delage concert grand, remains for him "a technical object" (115), he also regards it as a "necessary breakthrough" (33). Although he deplores the current "fossilisation of old Europe" (33), which he finds "worn out" (34), he is, in failed-before his trip to Europe-to obliterate his global impression of blankness, as the narrator unambiguously declares: "leave out the knowledge of the revolutionary construction of the Delage, its fresh sound appreciated by a few adherents, and his life was mostly blank" (24).
As the story unfolds, Delage becomes aware of "his own limitations" (109), seeing himself "more and more . . . as someone without edges, the imprecision, one who easily became indifferent, after a certain distance he tended to fade" (60). He also realizes that he wishes "to expand beyond the mechanics of the piano" (60), which he gradually comes to regard as "a narrow field" (47; see also 109), and "to focus all . . .
[his] tremendous energies on people" (58;
see also 127) rather than concert grands. We will see to what extent he achieves this necessary change, which alone can help him overcome his pervasive feelings of emptiness.
For most of the narrative, Delage's sense of cultural inferiority nevertheless permeates his behavior and manifests itself in different ways. For example, it influences Delage's language:
despite the proverbial "laconic manner" (Bail, Pages 78) he usually exhibits, he is suddenly quite talkative in Austria, just as Australians-whose "brevity" is, again, presented as "a national characteristic" in this novel (130)-"like to be chatty" (as if under the effect of embarrassment) once they are "away from home" (9). Delage's complex also affects his self-perception and idea of success. Although he is convinced of his piano's technical "superiority" (29, 33), he describes himself as "a minor manufacturer" (120), who assumes Europe will not be interested in his modern yet "remarkable product" (11) From the outset, the reception of Delage's instrument is rather disappointing. Upon arrival in Vienna, both the man and the piano are confronted with "indifference" (17), as if confirming Delage's assumptions about Europe. Amalia Marie von Schalla will be the first to take an interest in the Delage concert grand. In many respects, she is the perfect embodiment of old Europe and its most privileged circles. As "an old family, one of the oldest" in Austria ( (101). Importantly, her wealth is, then, as material as it is cultural: not only does she own (with her husband) luxury "houses in Vienna and Upper Austria," which "were more like warehouses for oil paintings and furniture" (21), as well as a vineyard that "has been in . . .
[her] family for generations" (71), but she also has relatives among the local intelligentsia (for instance, "the Wittgensteins are related, on her side"; 79). In the drawing room of the von Schallas' Viennese house, Delage even notices a Steinway grand, which, he is told, is "reputed to be Mahler's something Delage didn't know, which shadowed her forehead" (20) and arguably emerges as a symbolic representation of the latter's fascination for all that Amalia (and, by extension, old Europe) stands for. As for her "refined grey-blonde hair" (44; see also 22), which mirrors the fact that the ageing population of Vienna in its entirety seems to be graying or whitening (see 8, 42) , it could be construed as symbolizing European experience. By contrast, let us note that Delage, "at forty-six, still . . .
[has] plenty of dark hair" (11), possibly emblematizing his nation's vitality and relative youth.
It should not come across as a surprise that Delage's lack of cultural self-confidence expresses itself in the presence of such a woman. For instance, he "wonder [s] what there was about him that could possibly interest her" (27) and fears that this "unusual" (23) interest may only be "apparent" (26). As the narrator suggests, "the attention she paid to his ambitions may have merely been the habit of aristocracy which made her 'come down' to a conversation" (27).
Similarly, the narrator, probably mimicking Delage's own cringing thoughts, comically imagines that Amalia sees Delage as "a tall open-faced man who looked as if he should be missing a front tooth" (31), whereas we later learn that she actually finds him "clever," which "wasn't how Delage saw himself" (59). His "awkwardness" (37, 41) is clearly strengthened by his visit, with Amalia, to the warehouse where his piano is stored: "crowded out to one side by the regimented black of the European concert grands, the Delage was revealed as nicotine-brown, the colour of supposedly represented by the color black), judging that "there was enough prejudice against the interloper without colour becoming a factor" (37-38). On this one occasion, Delage's embarrassment-he is "looking down at his shoes" (38)-even "produce [s] in Amalia a strange feeling of pity" (39). Despite an occasionally distant or "over-casual manner of giving time to someone, Frank Delage, she would normally not be bothering with" (21-22) because of her status, Amalia has attractive "human" qualities, such as her "kindness, attentiveness, sympathy"
(85) and "well-known generosity" (131), to which Delage is not indifferent.
Significantly, Amalia is also characterized by her modernity, which is illustrated by the private space she has created for herself inside the Viennese house. Her "apartments," which consist of "a white room, unexpectedly sparse, just a few paintings, cubist and geometric abstract, one entirely black, and a bookshelf in two stages painted red and black," "two chromelegged reclining chairs," and "a low green sofa," starkly contrast with "the over-decorated rest of the house and the over-decorated city outside" (73). This "uncluttered" (80), "near-empty room"
(73) and its "austere stylish furniture" (88) appear to be in line with her "aesthetic principles"
(73) and personality, emerging as "a statement by Amalia von Schalla on being clear, tension between Amalia and Delage, which underpins the narrative (but cannot be elaborated on in detail here), clearly shows that Delage's attraction is mutual, as if Amalia equally recognized something of herself in her Australian visitor. However, Amalia's sexual ambiguity never materializes into full acceptance, perhaps precluded by her awareness of a growing "familiarity"
(117) between Delage and her daughter, Elisabeth-I will return to this.
On the spectrum ranging from tradition to modernity, the "much feared" (25) music critic's position appears to be more intermediate than Amalia's was at first sight. As a matter of fact, he seems to share many of his ideas with both Delage and Amalia, who-against all oddsalso happens to find them "very apt" (71). When the critic delivers his talk at the musical evening where Delage first hears him, he points to Europe's (and Vienna's) "spiritual and artistic exhaustion" (45). If, to him, "the future is in other places," he notably equates artistic "renewal"
(46) with a necessary reinvention of tradition. This reinvention can take the form of "improvements to old instruments" (46), which loudly echoes Delage's conception of "progress in art and piano-manufacturing" as "advances in [the instruments'] original design" (74).
However, it subsequently turns out that the critic fails to put his theoretical views into practice.
When his house is burnt down to the ground in a fire that destroys "everything he own[s]"
(including "musical scores, programme notes, his record collection, . . . [and] all his books on music"; 71), he regards the event-which is simultaneous with the aforementioned musical evening-as the opportunity for "a fresh beginning" (93), thereby betraying his belief in the possibility of starting from scratch and, therefore, a very different take on the nature of newness.
Later on, when he finally gets to hear the sound of the Delage piano, he dismisses it as being "too pure" (99), adding that "the classical composers have written for the European blurry tone" (100). His verdict is thus conditioned by a static (and purely Western) vision of art: instead of attempting to imagine the new forms of art that a fresh sound could help fashion, he is aimingperhaps unconsciously-for the old blurry tone that will merely confirm his prior judgments and preconceived ideas. In other words, although he publicly advocates the renewal of tradition, he hopelessly keeps polarizing the old and the new, as indicated by his underlying faith in clean starts (or "pure" newness) on the one hand and his traditional expectations on the other. Finally, it is a conversation about Australia that exposes the sense of cultural superiority of the "ridiculously over-confident" (53) "Bertolt Brecht lookalike" (48; see also 94) and opposes it to Delage's own lack of self-confidence (exemplified, in the first place, by "his surprise" at being asked about his native country; 92). In fact, the critic is more interested in Australia's natural stereotypes than in its architectural icons, which implies that, in his view, nature easily outweighs culture on the antipodean continent: "he only wanted to know about the dangerous spiders and sharks that infested Australia, and the snakes, how lethal were they really" (92); for him, the Sydney Opera House, which Delage's personal complex of secondarity leads him to consider "provincial" (70), is simply "typical of the New World['s]" preference for "appearance over substance" (92), while Delage is, for his part, tempted to think that it is precisely his piano's "appearance . . .
[that] had shifted attention from the technical improvements hidden beneath the lid" (148).
The case of Konrad von Schalla is less complex: he is obviously the most conservative character in the novel. Amalia's husband is a businessman who made a fortune in chemicals, cement, and hotels, expanding the family's considerable wealth even further. At almost seventy, he is "a man of experience" (154), as symbolized by his "silver hair" (108; see also 67). His regal attitude, which is reminiscent of his wife's, is indicative of his undeniable social power: since "visitors to Konrad von Schalla invariably wanted something, it was only to be expected he (125). Although he professes his theoretical "respect for inventors" (whom he nevertheless sees as "a sub-species"; 105), his position on invention is crystal clear: he firmly believes "most things had long been invented and were running like clockwork" (106), at least in Europe, which renders newness (whether conceived as reinvention or as "pure" creation) difficult, if not impossible. His initial "condescension" (68) toward the "visiting-inventor from the Southern Hemisphere, a practical man" (106), is hardly suspended by the fact that the latter "save[s] his life" (88; see also 83, 86) by preventing him from choking on a fish bone as they are having dinner at the von Schallas'. Von Schalla's gratitude indeed expresses itself in a very patronizing manner: declaring that he is "happy to be generous" "on occasion," he thanks Delage for his gesture with a drawing by Egon Schiele (calling the Austrian artist "our Schiele" (87) "to keep his wife"-rather than "her guest" (68; emphasis added)-"happy" (125). After successively bursting in on his wife and daughter, whom he finds involved in their own kind of fishy business with Delage in their respective rooms, he sheds his mask at last, before asking his visitor to leave his house: "only a fool would get it into their head," he says, "to begin over again, and remanufacture an instrument that has already been manufactured, centuries ago, then expect Europe, which is stuffed full of pianos, where the piano was invented, to welcome your new piano with wide-open arms. I am sorry, it is not possible" (137). By buying Delage's piano to please his wife further, von Schalla nonetheless affirms his cultural superiority once and for all.
As for the contemporary composer Paul Hildebrand, with whom Amalia also arranges a meeting for Delage's benefit, he should be located at the opposite end of the spectrum. His absolute faith in modernity indeed induces a radical rejection of tradition, which is suggested by the fact that in the course of another dinner at the von Schallas', he throws his silver fork down when he learns it was held by Richard Strauss (who once ate at the same table; see 119). 4 He nevertheless accepts to make use of Delage's reinvented piano, thereby appearing to bear out the critic's verdict, according to which "the only hope" for the instrument was "in contemporary music" (100). However, at the very end of Delage's thirty-three-day-long ship journey back to Australia, he finds out in a local newspaper that his piano was "smashed into little pieces . . .
[during] the premiere performance of what was an avant-garde work by the Austrian composer, . Although this ending sounds pessimistic, the final destruction of "the only Delage concert grand in Europe" (153) might not be as disastrous as it seems, insofar as it is carried out by a musical extremist whose stance in the struggle between the Ancient and the Modern is highly questionable. to regard "his foray against the ramparts of old Europe" (9) as a failure, "at least in a business sense" (84), and Europe itself as "a piano left smouldering" (59). 5 He also comes to the conclusion that this "fiasco" (50) was, to some extent, predictable. Europe (and Vienna, in particular) being "resistant to change," it was probably "the worst possible place to introduce an improvement to something as long-established as the grand piano" (102). However, Delage's European stay arguably allows him to achieve a different form of success. We have seen that at the beginning of the novel, his need for change was palpable: he felt that "the piano . . . [was] getting too narrow" for him (109), and he "decided to concentrate more on persons" (127). As he leaves Europe on a container ship, the hoped-for transformation seems to have occurred. As the narrator points out, "introducing his piano to Europe had not been a waste of time, or a difficult financial loss, on the contrary something had come out of it, nothing is ever wasted, not entirely.
It had left Delage an altered person" (113). This thorough metamorphosis has undoubtedly been made possible by his interactions with Amalia and, in particular, Elisabeth, who unexpectedly joins Delage on the ship with a view to prolonging the romance they have started in Vienna.
Although we understand that Delage was even more drawn to Amalia's well-balanced blend of tradition and modernity than to her thirty-six-year-old daughter's "instinctive modernity" (126), the latter (who embodies the last generation of "the von Schalla dynasty" (87) and is, on this account, also the inheritor of European tradition) plays an important part in turning Delage's literal journey into a figurative voyage resulting in inner change and self-discovery. The unexpected name of the container ship on which they are traveling, the Romance, aptly reflects these two characters' unexpected love affair, which contributes to suggesting that the novel Woodcutters" (1984) , which offers an über-critical portrayal of a "cannibalistic city" seemingly graced with a propensity for dragging the higher reaches of its "appalling society" (Bernhard 34 ) into what Bernhard describes as an insufferable "social hell" (4) part of the same "artistic coterie" (Bernhard 84). 8 As for James Ley, he observed that Bail's style in The Voyage "is in some respects unlike that of his previous work," contending that "Bail has developed a clean fluent prose that, like Thomas Bernhard's or Jose Saramago's, largely dispenses with paragraph breaks" (15). Like "the great Austrian eccentric" (Riemer) to whom
Bail is paying a tribute, Bernhard's Australian counterpart harshly criticizes-in a characteristically uninterrupted, vitriolic, and hilarious prose-Vienna's (and more generally Europe's) cultured societies as well as the cultural circles he belongs to (which are one and the same in Bernhard's case, though not in Bail's). In this sense, the novel can be read as depicting "the perennial dilemma of the postcolonial artist, who feels compelled to supplicate himself before the Old World's centres of cultural authority, which continue to regard him with indifference," but "whose belief that Vienna is"-like the West as a whole-"a hub of cultural influence is out of date" (Ley 16 ). In short, the Australian creator's own ongoing subservience to Western standards (despite Europe's enduringly paternalistic and misplaced assumptions of cultural superiority) is presented as his or her predicament. Yet the fact that the text takes its cue from both modernism and Bernhard's fiction suggests not only that Bail finds this plural cultural inheritance worthwhile but also that he may be striving to transform, particularize, and, ultimately, renew it in order to inscribe it more fully into an Australian literary tradition. In
Craven's words, Bail, although he seeks to "honour the tradition of modernism and its strenuous record of experimentation with whatever homespun equipment is available," is still "committed to doing something different with the form of the novel," that is, to make it, literally, novel again.
While The Pages displayed a fairly rigid alternation between two time frames, The
Voyage oscillates far more fluidly between Delage's experiences on the ship and his memories of Vienna. The transitions from the ones to the others can be swift and unexpected, sometimes
